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broidery, is always a difficult one for the non-professional. 
Various means are advertised, but nothing is thoroughly 
satisfactory but painting it on with the hand, which is 
not always possible. Stamped patterns and transfer 
papers rarely produce good, even outlines, and without 
these, it is hopeless to expect good embroidery. 

The only satisfactory plan, therefore, is to trace the 
pattern to be used, very firmly and carefully on tissue or 
tracing paper ; then, placing the tracing over a double 
fold of fine flannel or cloth, to prick out the whole outline 
by hand, with a needle fastened into a piece of cork. 
There are numbers of pricking machines, wheels, electric 
pens and the like, but the holes are generally too close 
or too small, and in practice not to be compared to hand 
pricking. 

Having finished pricking the whole of the pattern, it 
must be laid on the material and kept steady by leaden 
weights. A pad or stump must be made by rolling a long 
strip of flannel about four inches wide into a firm and 
very compact roll, sewing it carefully down the side. A 
mixture of finely powdered charcoal and pipe-clay must 
be made ready in a saucer. Dipping one end of the pad 
into the powder, first, it must then be rubbed lightly all 
over the pricked outline. The tracing must then be 
carefully lifted off and the superfluous pounce shaken 
off it into the saucer. 

The pattern will now be found traced in pounce on 
the material. This should be very lightly blown so as to 
remove the loose particles of pounce, and leave the 
outline clear. The difficulty now only begins, for it is 
necessary to follow over the pounced lines with an ex- 
tremely fine brush and thin oil paint, either white or 
black. It requires a regular training to do this proper- 
ly, the brush needing to be held in a peculiar way, to se- 
cure a sufficiently fine outline. The pounce may be made 
a very light gray, almost white for dark materials, and 
a very dark gray for light ones ; white paint must be used 
for colored materials, as a rule, and black for white or 
very light grounds. These directions are given for the 
guidance of those who wish to mark their own designs 
for working, but without much hope that they will be 
able to do so. 

A good embroiderer should always practise using 
both hands indifferently, sometimes keeping the right arm 
above the frame, and sometimes the left. This is un- 
doubtedly awkward at first, but it is important to overcome 
the difficulty, as to many ladies, and especially to very 
young girls, the position of sitting at a frame with the 
same hand always above, becomes very irksome, and is, 
indeed, very injurious. A good light should always be 
selected, coming, of course, from the left, so as to have 
no shadow thrown by the hand. A north light, as for 
painting, is the best for embroidery. At any rate no 
direct sunlight must fall on the frame, or the colors will 
become confusing and the eye quickly tired. 

The principle of all framed embroidery, as distinguish- 
ed from that done in the hand, is that the needle is passed 
backward and forward for each stitch, and both hands 
are used. With one the needle is pushed through from 
the top, while the other is held below ready to catch it 
and draw the thread tight. The needle is then passed 
back again through the material by the under hand, 
caught by the upper one, and the thread again drawn 
tight. A little practice is necessary to begin with, before 
the under hand will always deliver the needle exactly at 
the right place, and the point often has to be withdrawn 
several times before it can be passed through. But the 
art of working correctly from below is quickly acquired 
with practice, and that it is necessary to obtain the great- 
est accuracy on this point becomes apparent when work 
is done on leather or on any ground which shows the 
pricks made by the needle point. Every stitch which can 
be done in the hand — with the exception, perhaps, of chain 
stitch — (since tambour done with a hook is not absolutely 
the same) can be done in framed work, and in most cases 
better, but there are several stitches which can only be 
done really well in a frame. These will be touched on 
in the next chapter. Meanwhile, it will be enough to 
say that the form of stem stitch described as split stitch 
is essentially a frame stitch, since it can never be well 
done in the hand. The tight stretching of the material 
enables the worker to bring up the needle fairly in 
the centre of the thread of silk or crewel and to keep an 
accurately straight line. In all frame embroidery, the 
work must begin on the upper surface without a knot, 
and as the work goes on the short end left must be 
covered. In finishing off, the needle must be passed 
several times backward and forward very close together, 
and the thread cut off on the top. L. Higgin. 
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HA MER TON'S "LANDSCAPE." 

The many who, with ourselves, have looked forward 
eagerly to the publication of this new work by the accomplished 
author of " Etching and Etchers'' and " The Graphic Arts," we 
venture to think, will derive much satisfaction from a perusal of the 
splendid quarto now that it has at last appeared. There will 
be no disappointment if the contents are accepted for what they 
are — however much it may be wished that the materials, and per- 
haps the treatment of them might have been somewhat different. 
What Mr. Hamerton has given us in this volume is worthy of 
his reputation as an original observer, a charming writer and as 
an art critic of the first order. He does not offer a treatise on 
landscape painting, either from the technical or the aesthetic 
side, nor does he aim to give exclusively a treatise on landscape 
in nature. The dominant idea of the book, he tells us, is the 
influence of natural landscape upon man. But even within 
these limits, he has imposed upon himself no slight restriction 
by the knowledge that much of his ground has already been 
covered by Ruskin. " The existence of ' Modern Painters' " he 
says, with characteristic frankness, " has sometimes caused me 
to treat a subject very briefly." It seems to us that he exagger- 
ates the importance of the circumstance. 

The illustrations of the book contribute so largely to its inter- 
est that we offer no apology for devoting to them much of the 
space at our command. They are not only, as a rule, very good 
in themselves, but in most cases have intimate connection with the 
text. They consist of line engravings, etchings, mezzotints, 
photogravures, heliogravures and photo-engravings. No one 
knows better then the author of "The Graphic Arts" how to 
avail himself of the various photographic processes'. Their 
resources and limitations are little understood, and Mr. Hamer- 
ton, taking as an example the reproduction in the book of a 
pen drawing by George Reid, the Scottish academician, by 
Amand-Durand— really converting it into an etching— serves a 
good end in explaining to the public just how much such a re- 
production is " a mechanical affair done by a photographic ap- 
paratus," and h,ow much is dependent on individual skill. As no 
little curiosity as to the modus operandi has been excited by the 
marvellous facsimiles of valuable etchings produced by this 
Amand-Durand process, what our author says on this subject 
will be read with interest, although we must warn the reader 
that he does not tell the whole story : 

" Photography simply serves to transfer the drawing to a 
sensitized gelatine film on a copper plate. M. Amand-Durand 
then washes out the gelatine from the lines, and bites the plate 
exactly as an etcher does. In case of necessity he retouches the 
lines with the burin or point, being himself an accomplished en- 
graver. To describe one of these etchings as a ' photograph' is to 
convey a false impression to the uninitiated. It is an etching 
drawn by Mr. Reid, traced by photography, and etched by Am- 
and-Durand. It is not even reduced by photography, as the 
etching is the exact size of the original. Nor has Amand- 
Durand anything to do with the photographic part of the work, 
which is done for him by an ordinary photographer ; he is purely 
an etcher and engraver. The truest statement of the case is 
that, the so-called * heliogravure' is an etching, and just as much 
an etching as an original copper by Rembrandt, the only differ- 
ence being that it is drawn by one artist and bitten by another. 
Photography only serves as a convenient intermediary between 
the two artists by giving a tracing of peculiarly accurate kind." 

Much less is the reproduction of a painting by photogravure 
"a mechanical affair done by a photographic apparatus." It 
is common, we know, for agents of subscription books and 
others, to laud the photogravure representations of pictures as 
absolute facsimiles. They are nothing of the kind. Photog- 
raphy in such cases gives only the basis of the finished plate. 
As in the photogravure of " The Farm-yard," by Samuel Palmer, 
in the volume before us, comparatively little of the surface of the 
plate is left untouched. In this admirable illustration, there 
came out "hardly a trace of sky, except two very faint streaks 
of cloud near the building ;" some of the details were unsound 
and broken up, so that they wanted massing; others had dis- 
appeared and had to be restored. Besides this, the whole tonic 
scheme of the drawing was upset, because the values of the 
yellows and blues were reversed. In the same way we can well 
believe that Dawson's heliogravure of the windmill by Linnell, 
14 cost much labor of a pure artistic kind," and that the helio- 
gravure from Macculloch's picture "The Silver Strand, Loch 
Katrine," was "carefully worked upon by Mr. C. O. Murray, 
owing much to his patience and skill." 

Among the finest of the photogravure reproductions are a 
"Woodland Landscape," by Hobbema, John Van Eyck's 
" Vierge au Donateur," in the Louvre, with its combination of 
architecture and landscape so beautiful that it has been imitated 
in reality ; Gustave Guillaumet's " Evening Prayer in the 
Sahara," in the Luxembourg, a remarkable illustration of the 
effect of figures in flat landscape ; and " The Wave," by Cour- 
bet — a splendidly forcible picture of the rush and tumble of 
mighty billows breaking upon the shore. This reproduction — with 
its marvellously breezy sky and general feeling of atmosphere — is 
a veritable triumph of the combination of the mechanical and 
the artistic, and is not to be equalled by either pure etching or 
engraving, however fine. Compare it with the careful line-en- 
graving, by Mr. Barchard, of Turner's " Fishing Boats," with its 
tumultuous but unimpressive sea. Another triumph of photo- 
gravure — or heliogravure it may be — is the reproduction of 
" Mantes la Jolie," which gives the quality of Corot's manner of 
painting with a fidelity which cannot be approached by burin 
or needle. It is interesting to compare the treatment of foliage 
in this plate with that of Harpignies in the etching by Greux of 
"The Seine near the Bois de Boulogne." The two methods of 
reproduction suit exactly the styles of the two great Frenchmen, 
whose works show alike a remarkable love for nature, although 
that of Harpignies lacks the poetic feeling of the work of Corot. 
Another pair of landscapes we select for contrast — this time of 
subject rather than treatment — are E. P. Brandard's etching of 
" Chiselhurst Common " and Yon's etching of a bit of marshland 
near the French coast. The former is a charming pastoral — the 
rendering of which we should prefer if the sky were less labored, 
although the treatment permits of a skilful arrangement of dark 
trees against a light sky, and light trees against a dark sky — with 
cottage, sheep and figures in the approved English method. The 
other is drearily impressive, with its stagnant pool and rushes in 
the foreground and its solitary peasant standing out against the 
lowering sky. Both plates are well etched, delicacy and vigor be- 
ing their respective characteristics. 

That landscape in reality is not what it seems to be, is amusingly 
illustrated by two sketches of the same scene drawn by Mr. 
Hamerton at different periods of his life. One shows the head 
of Loch Arne, drawn quite innocently by the boy of fifteen in the 
belief that it was fairly true. It shows the incredible exaggera- 
tion to which enthusiasm, entirely devoid of science, so readily 
and naturally attains. The other is a recent and truthful, draw- 
ing of the same, showing how much increase of knowledge 
diminishes grandeur of impression. Turner, it is well known, 
wilfully departed from the facts in topography. A sketch is 
given showing, by a dotted line, the artistic exaggeration of a 
Welsh mountain view by which that erratic genius avoids the 



monotony of a long slope by inventing variations, and to escape 
the monotony of the foreground he inserts an imaginary castle. 
" Lucerne," a charming drawing by Turner, reproduced by photo- 
gravure, is given as an example of military architecture following 
the form of a hill and crossing a river. The author has compared 
this drawing with a photograph of the same view, taken from 
the same spot, and notes the extreme ingenuity in disguising 
the unpicturesqueness of obtrusively ugly materials. The towers 
are picturesque in reality, but not quite so much so as Turner 
has made them, and the ordinary Swiss houses in towns, which 
are dreadful structures, are made at least interesting, by hints 
of their real character, in gables, large roofs and numerous 
windows. But of course there is a vast difference between the 
changing of the face of nature by the intelligence of art and 
the misrepresentation of it through want of knowledge. 

A mezzotint of Turner's "St. Denis," made for "The Rivers 
of France," is given, but it is so blurred and generally unsatis- 
factory that we cannot believe that the fastidious painter allowed 
it to pass without important proof corrections. An excellent 
example of mezzotint is a landscape and cloud by Girtin, en- 
graved by S. W. Reynolds. 

As we have said before, the illustrations of the book are as a 
whole very good. Unfortunately, they do not fully represent 
either the phenomena of nature or the labors of the most 
celebrated landscape-painters ; nor do they even attempt to rep- 
resent the latter in any proportionate way. Mr. Hamerton 
admits all this in his charmingly naive way, but does not seem 
to think it necessary to explain away these quite serious faults 
of omission. The selections could hardly be more arbitrary. 
Turner is represented by seven pictures. But of Claude— of 
whose reputation he was so envious — there is nothing that can 
be called an.example : merely a reproduction by photogravure — 
admirable it is — of an unimportant wash drawing, introduced to 
illustrate the effect of a landscape seen between columns of 
severe architecture, closing in the view as in a frame. No 
example whatever is given of Poussin, none of Salvator Rosa, 
none of Ruysdael, nor of Constable, nor even of Rousseau. Not 
enough is made of Titian, the earliest of the great masters in 
landscape ; but the one drawing reproduced of his — it is of the 
Virgin and Child, and illustrates well Titian's manner of com- 
bining figure and landscape when both are important — this is 
very fine. There are no special studies of cloud forms or rocks 
or foliage. The only thing suggesting that Mr. Hamerton ever 
imagined that something of the kind might be sought in a 
profusely illustrated work on landscape, is a solitary study of 
birch trees by Mr. Slocombe. 

So we have to end this notice as we began it, with the ex- 
pression of the belief that the contents, taken for what they 
are, will prove very delightful, however much the reader may 
wish that Mr. Hamerton had chosen to have them somewhat 
different. Of the paper, printing and general "get up" of the 
book one cannot speak too highly. Messrs. Macmillan & Co. are 
the American publishers. 



NA THANIEL HA WTHORNE AND HIS WIFE. 

Nathaniel Hawthorne and his Wife, a biog- 
raphy written by their son, Julian Hawthorne, and published by 
James R. Osgood & Co., is as interesting as a novel. With the 
perfect frankness of one who has nothing to conceal, and with a 
simplicity well fitting his theme, the author lays open to the world 
in these two charming volumes the career of one of the best and 
most amiable of American gentlemen who have graced the 
world of letters. The literary quality of the epistles Hawthorne 
wrote to his sister Louisa, from college, gives but little promise 
of what was to be expected of the future author of * ' The Scarlet Let- 
ter ;" but in one respect, certainly, they point unmistakably to the 
child as father of the man, and that is in the youngster's utter igno- 
rance of the value of money. He never wanted money except to 
spend, and once in the country, where there were no shops, he re- 
fused to take some that was offered him, because he could not spend 
it immediately. Writing to his sister he says : " though I am ex- 
tremely prudent, I always feel uneasy when I have any cash in 
my pocket." The story of his romantic courtship is one of the 
most charming chapters. His love-letters are models of delicacy 
and tenderness. The future wife of Hawthorne, painted "en 
amateur," and need we wonder that he was an enthusiastic 
critic of her work ? He writes to her : 

. . . "You cannot think how much delight those pictures 
you are painting are going to give me. I never owned a picture 
in my life ; yet pictures have been among the earthly possessions 
(and they are spiritual possessions too) which I most coveted. 
They will be incomparably more precious to me than all the pro- 
ductions of all the painters since Apelles. When we live in our 
own house we will paint pictures together— that is, our minds and 
hearts shall unite to form the conception, to which your hand 
shall give external existence. I have often felt that I could be a 
painter,, only I am sure that I could never handle a brush ; now 
you will show me the images of my inward life, beautified and 
etherealized by the admixture of your own spirit. I think that I 
shall get these two pictures put into mahogany frames, because 
they will harmonize better with the furniture of our parlor than 
gilt frames would." 

This is the ecstasy of the critic before he saw the pictures. 
What must it have been when they were finished and put in 
the "mahogany frames" which were to harmonize "with the 
furniture of our parlor"? The letter reads as if it might have 
been written yesterday. Perhaps more charming even than 
Hawthorne's letters to his bride are the letters which, later, Mrs. 
Hawthorne writes from her home in Lenox to her mother. 
What delightful pictures she presents of perfect conjugal happi- 
ness and family unity. " When we live in our own house, we 
will paint pictures together," wrote the young lover. They did, 
indeed, and they lived them. They were lovers until the end. 

In reading the portion of the book relating to Hawthorne's 
early literary work, we are shocked to find what a " fraud " was 
dear " Peter Parley," the friend and schoolroom solace of 
our childhood. To think that Hawthorne should have written 
what he took credit for ! But so it is. Thus are our idols shat- 
tered. In the volume before us is the letter in which S. G. 
Goodrich invites Hawthorne to write 600 duodecimo pages 
for $300, and coolly tells him "it would have to go in old Par- 
ley's name." J. Gaylord Clark, another employer of the young 
genius, magnanimously tells him that he need not be at the pains 
to send his MS. by messenger, for "I shall never heed postage 
in your case." This was before the success of " The Scarlet 
Letter" and "The House of the Seven Gables," after which 
Hawthorne was paid, what in those days must have been thought, 
very liberally. To read of Hawthorne in connection with the 
Civil War seems to bring him very near to our. day. He was a 
strong Union man, but he did not dare to count on the preserva- 
tion of the Union. "I hope," he used to say, "that we shall 
give them a terrible thrashing, and then kick them out." He died 
before the close of the war — in April, 1864. His gentle and de- 
voted wife survived him seven years. 

The author of this biography has been severely criticised for 
publishing a portion of his father's diary, giving a not very 
flattering picture of Margaret Fuller. We can hardly join in this 
censure. Hawthorne was a good judge of character, and there is 
no reason to doubt that his estimate of this absurdly over-rated 
woman, whom he knew well, was perfectly just. He says : " She 
was a great humbug — of course with much talent and much 
moral reality, or else she could never have been so great a humbug. 
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But she stuck herself full of borrowed qualities, which she chose to 
provide herself with, but which had no root in her." Her inor- 
dinate vanity led her to marry Ossoli, the so-called Italian noble — 
a handsome man, but an ignorant boor, whose brother, the Mar- 
quis, was a bricklayer, and he himself had been a servant. It was 
time the bubble was pricked, and Mr. Julian Hawthorne is to be 
thanked for having done it so neatly. 



THE RIVERSIDE ALDINE. 
The Riverside Aldine Series of Choice Books 

of American Literature, begun by Houghton, Mifflin & Co., and 
issued at a dollar a volume, promises to be delightful material 
for the small, top shelves of the library. The form is convenient 
for the pocket, and the printing and the smooth cloth binding " in a 
style which aims to preserve the traditions of Aldus and Pickering," 
are neat and attractive. We could wish, however, that the pub- 
lishers would find a way of putting the sheets closer together, so 
that, when the book opens, the reader will not catch the forbidding 
glimpse of the pasted back. " Marjorie Daw and Other Stories," 
by Thomas Bailey Aldrich, and " My Summer in a Garden," by 
Charles Dudley Warner, are the first of the series. It is pleasant 
to meet these old friends. What an amusing paradox is involved in 
the conclusion of the opening sentences of the last named author : 
" The love of dirt is among the earliest of passions, as it is the 
latest. Mud-pies gratify one of our first and best instincts. So 
long as we are dirty we are pure." Of course dirt and earth are 
very different things, but the purpose of Mr. Warner to attract 
the attention of the reader from the outset is cleverly secured all 
the same. 
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Stories by American Authors, published by 

Charles Scribner's Sons, in the ninth and tenth volumes show no 
falling off in interest. The selections are uniformly excellent. 

A Matter of Taste, by George H. Picard, pub- 
lished by White, Stokes & Allen, is called a novel, but it is 
really little more than a sketch of social experiences of an 
American family in Europe. The little book is well written, 
and is embellished with several charming wood-cuts, in miniature, 
of picturesque views of Venice. 

On the Frontier, by Bret Harte, is the title of a 
charming little pocket volume, from the press of Houghton, Mifflin 
& Co., containing the stories "At the Mission of San Carmel," 
"A Blue Grass Penelope" and "Left out on Lone Star 
Mountain," which all appeared originally, if we mistake not, in 
the New York Sun. 

The catalogue of the thirty-first exhibition of the Bos- 
ton Art Club, held recently in that city, has for a frontispiece a 
charming photogravure of "The Return from the Pasture," a 
beautiful and characteristic canvas by Charles Sprague Pearce. 
The picture is an " upright," with the line of the horizon very 
high and a comely French peasant girl leading a spotted cow. It 
would have been well if the catalogue editors had been satisfied 
with this single illustration. The pen-drawing " process" repro- 
ductions are uninteresting in subject and, for the most part, 
poorly executed. 

Stops, or How to Punctuate, published by J. H 

Buchanan & Co., Philadelphia, is a reprint from the English edi- 
tion. The subject is one about which .there will always be more 
or less disagreement among editors ; but we think Mr. Allardyce, 
who puts forth this quite attractive little handbook, will find the 
majority with him in his conclusions in regard to the mooted 
points he discusses. For our own part, we object to. very hard 
and fast rules for punctuation — especially as to the comma, which, 
we think, should be used generally to make pauses only where the 
writer would naturally make them in conversation. Close punctu- 
ation is rather worse, perhaps, than insufficient punctuation. Mr. 
Allardyce would have made more valuable his examples of the 
proper use of stops if he had let the names of the writers accom- 
pany the quotations. The publishers of the above send, in thin 
pamphlet form, a reprint of " No Sect in Heaven," verses by 
Mrs. E. H. J. Cleveland, doubtless pleasing to the popular taste, 
but of no particular merit. 

The pretty combination of a large silk-fringed 
holiday card and a pamphlet of appropriate verses, introduced a 
year or more ago by Messrs. White, Stokes & Allen, has evidently 
taken the popular fancy ; for the enterprising publishers continue, 
with the assistance of Susie B. Skelding, to bring out additions 
to the series with the approach of each holiday season. " Easter 
Bells" has an attractive front cover of lilies on a silver ground, 
and inside are found colored designs of pansies, anemone, 
hepatica, daffodils and narcissus, with the accompaniment of some 
agreeable verses by Helen Jackson. 

The Mothers of Great Men and Women, and 

Some Wives of Great Men, by Laura C. Holloway, published by 
Funk & Wagnalls, is a pretentious volume, which has been on 
our table for some months, waiting the attentions of the reviewer. 
To tell the truth, we have been hoping, in mercy, to be able to mod- 
ify, in some degree at least, our first impression, that it is a very 
trashy production. But this unfavorable impression, we regret to 
say, is by no means toned down by a second perusal of Mrs. 
Holloway 's book. An idea of the arrangement of the materials 
and its historical value may be formed by a single example. 
Starting with a frontispiece of " Mary and the Child Jesus" we 
are given, in succession, portraits of the mothers of Mendelssohn, 
Napoleon, St. Augustine, Lincoln, Wesley, "the Gracchi," Lu- 
ther and Goethe. The style is wholly devoid of literary grace 

Obiter Dicta is the modest title of a charming little 
volume of essays published by Charles Scribner's Sons. The 
author's name is not given, but he is evidently no novice with the 
pen. His style is vigorous and graceful, and his criticisms are 
pungent and scholarly. The essay on "Truth Hunting" is par- 
ticularly good. 

That discriminating English art critic, P. G. Hamer- 
ton, draws freely on the resources of this country for his writers 
and illustrators. In the prospectus of The Portfolio, of which 
he is editor, the list of American contributors for 1885 includes 
Joseph Pennell, the etcher, Dr. Waldstein, who writes on 
Greek portrait sculpture, and Mrs. Schuyler Van Rensselaer, who 
is to notice in the magazine the life and works of Hans Makart. 
In his sumptuous " Landscape," just published by Macmillan & 
Co., Mr. Hamerton has availed himself not only of the needle 
of Joseph Pennell, but of that, too, of Stephen Parrish. 



Easter was duly celebrated by the issue by Messrs. 
L. Prang & Co. of their usual variety of picture cards for the 
season. Many are charmingly printed on satin, with the floral 
and other suitable emblems introduced with much taste. The 
English specimens sent by Raphael Tuck & Sons are no less beau- 
tiful, especially those with landscape subjects. We might be 
spared, however, such a grammatical eccentricity as is found in 
the line : 

" On this bright morn, while heaven and earth rejoices !" 
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THE COLORED PLATE. 

The portrait plaque with floral border, by Dora 
Wheeler, may be painted in mineral or oil colors, or may be treated 
simply as a picture, with the floral border omitted, and framed 
in the usual way. 

For painting in mineral colors, begin by sketching in the out- 
line of the head with a sharply-pointed hard lead-pencil. Secure 
this by a light tracing in flesh red diluted with water. Now put 
in the background, having previously marked off the oval for the 
border. Paint this ground with grass green shaded with brown 
green. After this proceed to paint the hat and dress. For these, 
use orange red in the high lights and shade with iron violet. 
The feather is painted with orange yellow and brown green. In 
painting the white collar leave out the general mass of white 
and shade it with a little delicate gray, made with black and sky 
blue, in the half tints, putting in the spots which indicate the pat- 
tern with deep red brown. Next, paint the hair, using yellow 
brown for the first wash, and in the highest lights. Shade this 
with sepia and black, using a small pointed brush for the fine 
touches where the hair meets the forehead. Lastly, take up the 
face. Wash this in with a local tint made with ivory yellow and 
flesh red, No. 2. Mix these in the proportions of one part of red 
to two of yellow. Cover the whole face at once, and let it dry, 
blending with a small brush. Then proceed to work in the shad- 
ow, which is painted with equal parts of flesh red, No. 2, ivory 
black and sky blue. With a small brush which is not too moist 
put in the details, using this same tint with a little more red, and 
less blue for the shadows over the eyes, under the lip, chin, nose 
and ear. Blend these details very little, trying to keep the form 








DECORATION FOR A CIGAR-CASE. 



of each shadow. For the lips use a little deep red brown, and 
shade with iron violet, a tone of black mixed with the deep reef 
brown. A very little of the latter may be added to the cheeks be- 
fore finishing. The eyebrows are painted with yellow brown, 
and shaded with black, and the eyes themselves with sepia for the 
iris and black in the pupil. The whites are left clear and shaded 
delicately with sky blue and black. Paint the flowers in the bor- 
der with jonquil yellow, shading them with a little iron violet. 

To paint this design in oil colors, after marking off carefully 
the border, lay in first a general tone of background, covering the 
whole border with it, leaving the flowers to be put in afterward 
when this ground is dry. For this tone use bone brown, burnt 
sienna and ivory black. While this is drying, lay in the back- 
ground behind the head. Paint this background with white, Ant- 
terwerp blue, yellow ochre, burnt sienna and ivory black, adding 
madder lake in the cooler touches. Before putting in the flesh, it 
is always best to lay in the general effect of all the surroundings. 
Paint the cap and dress with bone brown, burnt sienna and ivory 
black for the deep tones, using yellow ochre, white, light red and a 
little ivory black for the light touches. For the hair, use yellow 
ochre, white, light red, ivory black and raw umber, adding per- 
manent blue in the half tints, and burnt sienna in the shadow. 
The white collar is laid in with a general tone of light warm 
gray, made with white, ivory black, yellow ochre, permanent blue 
and burnt sienna. The high lights are put on afterward and are 
made with yellow ochre, white and a very little ivory black. The 
dark spots representing the pattern are made with bone brown, 
burnt sienna and ivory black. Where these meet the white col- 
lar they should be softened by an intermediate tint of gray, made 
with ivory black, white and light red. To paint the flesh, for the 
local tone, use silver white, yellow ochre, madder lake and co- 
balt, qualified by a little raw umber and ivory black. Paint the 
shadows with light red, madder lake, white, raw umber, cobalt 
and ivory black. In the deep accents, as under the chin and over 
the eyes use burnt sienna in place of light red. Paint 
the lips with madder lake, vermilion, light red, raw umber 
and a little ivory black, for the general tone, adding cobalt 
in the shadows, and yellow ochre in the under lip. In 



painting the flowers of the border use medium cadmium 
white, ivory black and light red in the general tones, adding 
burnt sienna and raw umber in the shadows. The highest lights 
are painted with light cadmium and white, qualified by a touch of 
ivory black. For the leaves, use permanent blue, white, yellow 
ochre, raw umber, ivory black and burnt sienna. In painting 
these leaves and flowers use the dry background, do not leave a 
hard outline but mix a little of the ground tone and soften the 
edges of the flowers while wet into the background in this way. 



SUPPLEMENT DESIGNS. 

Plate 435. — Panel — "White Oleander" — for wood 
carving. 

Plate 436. — Dessert-plate design — " Morning Glo- 
ries." For pink morning glories use carmine No. 1. Paint deli- 
cately, using for dark touches or shading a little deep purple. Use 
deep golden violet for the purple variety, shading with the same. 
A little deep purple may be added for the lines of deeper color. 
Mix a small quantity of blue with golden violet for the pale bluish 
flowers, shading with the same. The long tubes may be most 
delicately shaded with a little mixing yellow and brown green 
mixed. The calyxes are to be painted with grass green. Mixing yel- 
low may be added to grass green for some of the leaves ; deep 
blue to grass green for others ; shade with brown green and a lit- 
tle deep blue added. Outline with deep purple and brown, No. 17, 
mixed. 

Plate 437. — Simple design for a brass plaque, the 
first hammered work done by a pupil of the Cincinnati Art 
School. The centre, after being beaten Jinto slight relief, was 
etched, by which means only can the fine lines and markings be 
perfectly represented. To etch repousse' work, heat the plate on the 
top of a stove till the etching wax will flow freely over the part to be 
covered. When cold, draw the lines with an etching needle ; 
then paint with raw, or almost raw nitric acid, going over the 
work again and again. In ten minutes the lines will be eaten to 
a sufficient depth. 

Plate 438. — Suggestions and designs for art metal 

work. 

Plates 439, 440 and 441. —Designs from the Royal 
School of Art Needlework at South Kensington for doilies, a 
chair-back and a newspaper-rack. 

FIGURE DESIGNS. 

Of the three designs on page 133 the first two will be 
very pretty painted on leather in opaque water-colors for a gentle- 
man's note-case. 

Kid, canvas or heavy white or brown linen duck may be used, 
if preferred, and the painting may be done in oil colors ; or, if on 
linen, tapestry dyes put on with small brushes may be employed. 
In the first design the figures have light and dark brown hair, 
with wings of silvery white shaded with dove color, and the drap- 
eries are respectively pale pink and creamy white. Vines and foli- 
age of delicate warm green surround the figures, while directly 
behind the heads is seen a tone of warm blue sky. 

In the second design one of the figures has bright yellow and the 
other reddish gold hair. The draperies are respectively very light, 
delicate lemon, yellow and pale bluish violet. The wings are 
iridescent and gauzy in effect, being transparent pinkish gray 
with faint blue yellow and green touches. These designs would 
be very pretty, if enlarged and painted on fine white gros-grain 
silk for a bride's sachet or robe de nuit case — novelties which are 
now considered quite indispensable. The sachet, when made up, 
is lined with white quilted satin into which is sewed some fine 
violet or heliotrope sachet powder. When closed, the top of the 
sachet folds entirely across, like a book, and the designs are paint- 
ed on the top and bottom. 

The third design on page 133 may be used for a variety of dec- 
orative purposes with good effect, but is specially suitable for the 
outside of a blotting-case, which may be of heavy linen bound with 
Russia leather, or entirely of the leather. The blotting-paper, cut 
the same size, is tied inside with a silver cord. Make the children's 
draperies white, pale pink and light blue ; the background faint 
gray green, suggesting distance. The foreground is a very light and 
warm green, while the grapes are purple and red. The colors of 
the hair are, respectively, light brown, yellow and dark chestnut. 

The design on this page for a gentleman's cigar-case may be re- 
duced in size for a cigarette case It can also be painted on the out- 
side of a case for nail implements. These cases are made as dainty 
as possible, of fine, white wood, celluloid, kid or leather. Give the 
little cupid dark hair, and paint a tone of warm gray behind for a 
background, suggesting the canvas of a tent. The little figures in the 
audience must be very light in color and suggestive in treatment. 
The ball is light blue with pink and yellow markings. A gold line 
forms a sort of frame to the whole, around which twines a little 
vine of delicate green. 

Of the two figure designs given on page 112 in 
the April number, the first (hunting scene) would be charming 
painted on fine leather, silk or canvas, for the cover of a port- 
folio for writing-paper. It may be enlarged to any size desired, 
and painted with either oil or water-color. Thick white 
ribbed linen lined with silk or satin makes a beautiful and 
dainty writing-book for a lady's boudoir. This is painted with 
tapestry dyes used in the manner of transparent water-colors. 
The border has a ground of gold with the ornament monochrome, 
painted in simple tints of red, brown, or blue with white. The 
dog, birds, rabbit and lamb are in natural colors. The interior 
or main design has a blue sky, very delicate green gray foliage, 
while the fair little golden-haired children have draperies of pink 
for the standing figure, and white for the sitting one. In the 
distance a strip of blue water is painted darker than the sky. The 
other design on the same page would be appropriate for the out- 
side of a handkerchief case or box for laces and ribbons. The 
handkerchief case is made of silk or satin in the form of a sachet, 
and may be of very delicate blue or pure white. The box for 
laces and ribbons is made of fine white wood or may be covered 
with silk or satin. The design is painted only on the top. The 
wild roses are pale pink with yellow stamens in the centre, and 
the leaves a warm, light green. A few delicate grasses are painted 
in lightly, with a fine pointed brush . A spray of blue forget-me-nots 
forms a wreath above the little girl who wears a dress of white 
tied with a blue ribbon sash, and a little pale yellow bonnet is 
perched on her light brown hair. If a white ground is selected, 
put in a few suggestions of sky around the figure. Use opaque 
water-colors for painting. 



Cassell's Magazine advises short women to " abjure 
checks and have no straight draperies but rather diagonal ones. 
Dark colors are better than light. Bright colors introduced as 
waistcoats and fronts of dresses diminish the apparent bulk, but 
take care that the addition is made considerably narrower at' the 
waist. Never have an all-round basque to a jacket if the hips are 
unduly large, but cut it up at both sides and back. Trim the front 
horizontally with a drooping bow, where possible. The skirt 
drapery should begin where the bodice ends. Many seams in a 
bodice diminish its apparent size, and the higher you place the 
sleeves, and the lower the breast-plaits, the better. Avoid also 
short skirts, and wear trains wherever it is feasible. Folds and 
plaits are suitable on skirts, and the less trimming above the face 
in bonnets for broad physiognomies the better." 



